Take one iconic image, add two distinguished historians and a huge amount of painstaking research and what results is a fascinating, interdisciplinary account of a single printed frontispiece, its origins and afterlife that is of the widest possible interest. Read this as a detective story for anyone intrigued by the second half of the seventeenth century, the friendships, collaborations, cultural buzz and intellectual quests that characterized it. Hunter and Bennett deserve the heartfelt appreciation not just of historians of science, but of anyone who researches the history of collecting and connoisseurship, print makers and their techniques, seventeenth-century culture, intellectual networks and visual culture.
The book's full title provides a neat summary. The print that shows a bust of Charles II being crowned by fame, and flanked by Francis Bacon on one side and the first President of the Royal Society on the other, is well known (figure 1). There is a lot going on here, visually speaking, and the authors explicate all aspects of the figures, their setting and the many accoutrements in so far as this is possible.
Michael Hunter is the main author, with Jim Bennett contributing chapter 5, called simply 'The instruments'. It is made clear in the Acknowledgements, however, that they have worked closely together. The volume reveals what a fruitful collaboration it has been. The authors certainly shed light on the early history of the Royal Society and have much to say about John Evelyn, who was a key player in the production of this famous frontispiece, which may be found in some, but not all, copies of Sprat's 1667 History of the Royal Society. Giving an account of this complex image requires a grasp of a range of fields, from heraldry and Renaissance painting on the one hand, to glass-making and portraiture on the other. Working out what the books and instruments in the image are is particularly challenging, and one of the most important points made by this volume is about the limits to certainty in such matters. Thus, I take The image of Restoration science to be about the nature of evidence, historical reasoning and visual attention, as much as it is about a single print, the institution that prompted its production and the people who made it.
The story of the print, to the extent that it can recounted with any degree of confidence, is beguiling, involving as it does a design by John Evelyn and a print by Wenceslaus Hollar, a never-completed book by John Beale and the long-delayed History by Thomas Sprat. The context is one in which there were elaborate webs of association between the activities of collecting and pursuing natural philosophy, connoisseurship and administration, and between patrons, craftsmen and experimenters. That is to say, biographical detail really matters in this account. It is not surprising, then, that letters between key protagonists are used to good effect to track the gestation and production of the frontispiece. The constant emphasis on precision and timing are compelling, not least because it enables the authors to point out clearly where there are gaps in what is known. Some of the instruments depicted, for example, cannot be named at all. Thus, the authors eschew a straightforward polarity between what is 'real' and what might be 'made up', and this forces readers to attend to the complicated, elaborately mediated relationships between prints and the worlds in which they arise.
Hunter provides many insights into the processes of print-making; a subject of great interest to Evelyn, who was deeply knowledgeable about the visual arts, including sculpture as well as about topics that we more readily associate with the early Royal Society, such as the cultivation of trees and gardens. There are two points to note here. Although a case study of a particularly detailed kind, the book could serve as an introductory text for a range of readers, because it is perfectly explicit about, for example, how engravings and etchings are made. At the same time, it reveals some extremely significant features of the early Royal Society, not least that the Sprat frontispiece belongs to a 'broader Renaissance context' (p. 139), and hence categorizations such as 'art' and 'science' simply do not apply.
Hunter repeatedly shows how Evelyn's connoisseurship, which included the appreciation of different kinds of paper, was fully consistent with the Royal Society's interest in trades and craftsmanship, and hence how seamlessly his wide-ranging concerns fitted with a Baconian vision. Put in such broad terms, little of this is surprising; what is compelling is the exactitude with which the key claims are demonstrated. In this sense, the research underpinning the book is exemplary and forensic.
The image of Restoration science is relatively short-the text and footnotes take up 144 pages and it is extensively illustrated; the pictures are well integrated into the text and large enough for the key details to be visible. The price, however, is a serious problem. No discount is available on Amazon, and a Kindle version costs nearly £40. I cannot account for this, and it seems shortsighted on the publisher's part. Indeed, it is dramatically at odds with the book's contents, which, as I have emphasized, show how this well-known image is about so much more than a frontispiece to a single seventeenth-century book. Or, to put it differently, explicating such a print demands wide-ranging knowledge, intensive research, honed visual attention and intellectual generosity. I fear that at this price it will not receive the readers it so richly deserves, especially at a time when library budgets are under tremendous pressure. Historians of art, the book and print-making will benefit from reading it just as much as historians of science. It is a gem.
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